





...Music exists like a tree. It is there— 
whether one looks at it and lies in its shade 
or not. Whether someone loves the tree or 
not doesn’t stop it growing. It exists—and 
extends through time. There will be people 
who discover this music. Everything that 
exists has its meaning. That is the wonder- 
ful thing about this earth—Karlheinz 
Stockhausen. 

On Sunday, December 15, 1991, New Music 
Concerts presents an evening of the music of 
Karlheinz Sto en. Flutist Lise Daoust 
and dancer Suzanne Lantagne perform Concert 
Stockhausen—a combination of movement and music 
based on the composer’s compositions and texts, 
including part of Lucifer’s Requiem (1983); and 
percussionist Trevor Tureski will perform Zyklus, a 





ground-breaking work written in 1959. cal work. In Stockhausen’s mind, a concert is a ceremony— 
and it is in this spirit that Daoust and dancer Suzanne 

Karlheinz Stockhausen is recognized as one of the greatest bare fap cctuesond’s labia’ ot “music, prayer 

composers of the 20th and dance.” 

century. Born in 1928 : ) 

near Cologne, he studied Ecoute! is a spoken piece, 

music at the Hochschule constructed on texts of 

there. He went on to Stockhausen, and is a prepara- 

study musicology and tion for both the performers 

hilosophy at the es Se ae ig and the public—an invitation to _ 

University of Cologne, ee PE BP Pee ee oe enter into Stockhausen’s world. 

and later, to study Wee EE eww Ww These texts were written 

composition with Frank - 3 = == especially for the performers 

Martin in Switzerland NN | tn nm and represent a musical 

and Olivier Messiaen in V/ | ee ek! practice that ¢ tockhaus¢ 1 calls 

Paris. One of his fellow f () N ( k R [ 5 “intuitive music.” 

students in Paris was | 

Pierre Boulez, and the Zungenspitzentanz (Dance on the 


two quickly established themselves in the forefront of post- 
war composition. 


While in Paris, Stockhausen worked at the musique concréte 
‘studio of the French Radio (GRM), and on his return to 
Germany, became the founding artistic director of the 
‘Studio of Electronic Music in Cologne. 
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| Kontakte are considered modern 
classics. Since 1977, most of his 

| creative energieshave been 
| absorbed in his mammoth music- 
theatre work Licht—a cosmic play 
, | ofSt. Michael, Lucifer and Eve, 
| the archetypal characters of the 
human experience. 


Lise Daoust describes that she 

| discovered Lucifer's Requiem— 
which is part of Stockhausen’s 
Licht—“with profound emotion. 
In no part in the entire flute 
repertoire can one find its un- 
heard-of language, a musical } 
language totally ewe fe duration, its ritual characte 








its spiritual and visionary dimensions all bring t the listener . 


into a state of meditation and contemplation.” The strongly 
imaginative force of this music led her to devote the time 
necessary to enter into an “apprenticeship,” and also led her 
to meet the composer and undertake a new form of theatri- 





Tip of the Tongue) is the third scene of the opera Saturday 
(part of Licht), and represents the dance of Lucifer. The 
work was first performed in 1984. The piece begins with the 
entry of the flutist and the mime, moving in circles. Four- 
teen sections make up this part, marked like the hours of a 
clock (one o'clock, ‘wo o'clock, etc.), and by the letters 


which spell out “SALVESATANELLL” This is followed by 


a cadence and exit, made of various calls, wishes and 
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electronic 
purgatory 

a digital 
music-theatre 
composifion 
for performers, 


On Saturday, February 1 and Sunday, interactive 


February 2, 1992 at 8 p.m., New Music 
Concerts presents Electronic Purgatory, a 
“digital music-theatre” composition 


theatre and 
electro- 


5 ae ai cicousfic 
created and performed by Kristi Allik Fscentiall . 
Ys music 

and Robert Mulder. Electronic i 

Purgatory is an with 
In Electronic Purgatory, all traditional — audio-visual kristi allik 

naciaahatve moder ij ta a essay which is d 
physical staging devices such as sets, ibinediby an 
musicians, lighting technicians and such —_ modern robert mulcier 
‘ . . quantum 

have been replaced with an interactive iv sics, and february I € 2 
computer environment. The the fact that 1992 
electroacoustic instruments, musicand = ™ary ofthe af 8 p.m. 


current 


the visual stage elements are generated mathematical | Dbeffy oliphanf 


“live” by means of a computer-controlled Uv" = that | theatre 
system. , science appear 404 jarvis street 


to have an 961-9594 


Consequently all elements, both visual almost meta- 


physical 
and aural, as generated, realized and quality. The artists cast the physical development of their 


controlled in real-time without the use of performance along a structural form first designed by Dante 


video or audio tape. Electronic Purgatory for his Divine Comedy. The “many worlds" principle, which 
suggests that multiple realities can exist on different 


was first performed, in a shorter version, dimensions, all at the same time, was taken from Stephen 
at the ISCM World Hawking. The name 


for the piece is a 








Music Days Mm description of the 
Oslo, Norway, on , emotions which 

| overcome the 
September 24, performers on the 
1990, and won an stage, where their 
Anerkennung at | See See ee ee oe ee ee ees role and level of 


control ranges from 
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Electronica. 
under the electronic 


forces. 
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tightly composed, and serve as counterpoints to the impro- 
vised variations. 


To achieve a true interactive and integrated performance, 
the artists designed a multi-computer network. Each 
computer in the network is assigned a specific task; for 
example, each video world is controlled by an independent 
computer. A MIDI interface connects each video world to 
the network, and via this network receives and sends 
information to the other computers. 


The original concept for Electronic Purgatory called for ten 
independent video worlds, eight-channel sound generation 
capabilities, and complex multi-image projections, all 
controlled by Amiga computers. 


Kristi A. Allik was born in Toronto. She has received 
degrees from the University of Southern California, 
Princeton University and the University of Toronto. Her 
teachers include John Weinzweig, James Hopkins, Frederick 
Leseman, Lothar Klein, Oskar Morawetz and Milton 
Babbitt. She has received numerous commissions and 
awards, including Canada Council grants, Ontario Arts 
Council grants, a SSHRC Doctoral Fellowship, a Chalmers 
Foundation Award, the Federation of University Women 
Award and the Irving G. Mills Award. She has written an 
opera, been involved with theatrical productions, and has 


written a number of integrated media works. She has had 
performances of her works in Europe, U.S.A. and Canada. 
Allik became interested in electroacoustic music several 
years ago, and since that time, much of her work has dealt 
with the electroacoustic sound and its various timbral 
possibilities. Currently, she is on faculty at Queen’s Univer- 
sity School of Music, where she teaches composition, 
computer music and music theory. 


Robert C. F. Mulder was born in Den Haag, Holland, in 
1943. Essentially, he considered himself an electronic artist 
at the tender age of 14, and since that time, has followed a 
path of self-guicled education and discovery. Currently, his 
interests are in the field of time-dependent visual phenom- 
ena, and applications which utilize visual art as a process, 
rather than as object. In general, he is fascinated with all 
matter of interactivity found between image, movement, 
colour and music. Mulder is equipped with a strong artistic 
as well as technical background, and this unusual facility 
has brough his current work to the forefront of the interna- 
tional new-med:a arts world. He has won numerous grants 
and awards, in national and international competitions. 
Mulder engages in concerts and lectures world-wide, and 
his performances and installations have been experienced 
by audiences throughout Canada, the U.S.A. and Europe. 


Electronic Purgatory was created with the generous 
assistance of the Canada Council, Media Section and 
Explorations, Commodore Canada in Toronto, Very Vivid 
in Toronto, Intelligent Music in Albany, N.Y., 3M Canada in 
London, and the Ontario Arts Council. 


The New Music Studio of Budapest 
performs in concert on Sunday No- 
vember 24, 1991 at 8 p.m. at Jane 
Mallet Theatre, St. Lawrence Centre 
for the Arts. New Music Concerts, in 
co-operation with Hungary Reborn, 
the Hungarian Festival of the Arts, is 
pleased to present Hungarian com- 
posers and performers Barnabas 
Dukay, Csaba Kiraly, Laszl6 Sary 
and Andras Wilheim along with 
Canadian artists Robert Aitken, 
stanley McCartney, Jon Pedersen, 
Fuyiko 
Imajishi, 
Douglas Perry 
and Valdene 
Anderson ina 
concert of the 
latest in Hun- 
garian experi- 
mental and 
avant-garde 
contemporary music. 





‘The concept of the New Music Studio, formed in Budapest 
in1970, is somewhat difficult to put into words. It carries a 
different meaning for different groups of people: for the 


audiences who 
encountered the 
pieces at its 
concerts; for those 
who considered the 
mere existence of 
the studio to be an 
aesthetic “cultural 
political” challenge; 
for the new genera- 
tion who grew up 
in the meantime, 
since 1956; and of 
course it meant 
something yet 
again for those of 
us who participated 
in it. 


‘The New Music 
Studio was formed 
to bring composers 
and performers 
together. In 
Hungary at the 


studio 
of budapest 
nov. 24, I991 





8 p.m. 

jane mallet 
theatre 

sf. lawrence 
cenfre 
366-7723 





beginning of the ’70s, contemporary music was rarely 
presented at concerts, and the newest trends and techniques 
were not taught at the Budapest Academy of Music. So the 
otudio became a sort of post-graduate stage of learning, a 
workshop that offered us the possibility of self-instruction. 


music 


CONCERTS 





There are hardly any 
styles or trends of the 
latest musical era that 
have not been repre- 
sented in some piece or 
other at the concerts of 
the New Music Studio. 
The Studio was also the 
only channel for the 
public to get acquainted 
with new musical 
tendencies. 


‘Naturally, intense 
emotions clashed around 


the Studio, which was a group basically independent of the 
official musical institutions. Interestingly, as opposed to 
what was happening in other fields of art, those who 
opposed the existence of the studio were not the almighty 
makers of “cultural politics.” In fact, the minimum budget 
and rehearsal room needed to keep the Studio alive were 


new music concerts 
board of directors 
joseph macerollo, 
president 

robert aifken, 
artistic director 
mary momisson, 
secrefary 

Gustin clarkson 
norma beecroff 
michael koemer 
William kilboum 
john valenfeyn 
lorraine johnson, 
administrator 
lynne smyth, 
assistant 





provided by the 
communist youth 
organization 
(Kisz). Rather, 
every attempt to 
do away with the 
Studio came from 
within musical 
circles. One 
reason for this 
might have been 
the fact that 
contemporary 
Hungarian music 
had already 
undergone an 
upheaval— 
having earlier 
been exposed to 
some newer 
musical trends 
during the 


relatively free atmosphere after 1956. Most of the younger 
composers of those years felt it necessary to renew and 
update their way of thinking and their style. And it was 
after 1956 that a more modern, eclectic Hungarian school 
was born. Those very composers were suspicious of the 
New Music Studio; perhaps they feared that this new body, 
searching for new orientations, would abandon their artistic 
ideals. Many of them were perhaps no longer able to face 
another period of stylistic change and introspection. This 
split is still somewhat discernable in Hungary's musical 
life—not as an open confrontation, but rather as a group of 
tamed co-existing tendencies. As a matter of fact these days, 
at the relatively low ebb of the performance of contempo- 


rary music, the work of the 





newmusic 
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Studio’s composers is at least as equally unknown as the 
work of their former antagonists. 


‘Still, the New Music Studio by its mere existence contrib- 
uted to the formation of significant works. At the beginning 
of the ‘70s a new style was established through common 
efforts, and it would not be an exaggeration to call it the 
studio’s own. This of course does not mean that the studio 
members’ pieces were made uniform by a common dogma. 
The works of Barnabas Dukay, Zoltan Jeney, Laszl6 Sary, 
Laszlo Vidovszky, Péter E6tvés and Zoltan Kocsis all show 
great versatility, and it would be impossible to find the 
same characteristic features in all of them. However, there is 
one specific element present in all of these composers’ work: 
collective composition. The idea was developed in 1974, 
based on earlier experiences with collective improvisation. 
Collective compositions are pieces by more that one 
composer, each working independently of the other—but 
since the composers share certain principles, their music 
finally belongs together. This genre is the result of a musical 
trend as well as of a particular situation. Varied efforts meet 
in seemingly loose combinations of heterogenous elements; 
they mutually reinforce one another and achieve unity at 
certain points. 


‘Today it is hard to define the place of the New Music 
Studio in either Hungarian or international musical life. In 
Hungary it has brought a fresh aspect to the style of 
composing and will possibly serve as a catalyst—in an age 
of extreme individualization and stylistic uniformity. It has 
managed also to create a stylistic ideal that, from the 
perspective of further decades, may show parallel, familiar 
features as well—Andras Wilheim 


Zoltan Jeney was born in 1943 and 
studied composition at the Buda- 
pest Academy of Music with 
Ference Farkas, and with Goffredo 
Petrassi at the Accademia di Santa 
Cecilia in Rome. One of the 
founders of the New Music Studio, 
he has been active as a performer 
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(of keyboard and percussion 
instruments), and as a com- 
poser. In his Etruscan Overture, 
written in 1989, for oboe, tape 
and percussion, the oboe plays 
a fixed melody while the tape 
produces resolutions of a 
constantly altered chord that divides the duration of the 
oboe melody into six intervals of equal length. Certain 
sounds are specially emphasized by the percussion. 





Barnabas Dukay received a degree in composition from the 
Budapest Academy of Music in 1976, and teaches theory 
and solfege at the Béla Bartok Conservatory of Music. Since 
the early ‘70s, he has been active in the New Music Studio 
both as a composer and performer. Included on the pro- 
gram will be his Invisible Fire in Winter Night, for two 
pianos, based on a text from Csuang-ce, and ...Like the Sun, 
for two pianos and voice, ona text from Lao-ce. 


Laszl6 Sary was born in 1940, and studied composition at 
the Budapest Academy of Music with Endre Szervanszky, 
graduating in 1966. He was one of the founding members of 
the Budapest New Music Studio, and has appeared both as 
a composer and performer in many European countries. A 
visit to Darmstadt in 1972 and his ecounter there with the 
ideas and music of Christian Wolff confirmed his determi- 
nation to research avenues of compositional thinking and 
practice other than those traditionally accepted in Europe. 
The American minimalist school has influenced most of the 
compositions written since then. 


Concerning Moondog (Hommage a “Moon Dog”) he writes: “I 
composed the piece in 1990 for an indefinite number and 
combination of wind and string instruments. The musical 
theme is composed of a one-part melody in a free-paced 
tempo. The tempo is entirely defined by each of the musi- 
cians. As a result of the various rhythmical solutions, the 
one-part melody becomes a multipartite one, and the 
consonance varies from performance to performance.” 


The basic material of his Ludus cromaticus (1987), for piano, 
six-hands, consists of three kinds of scale: chromatic, 
diatonic and whole-tone. These scales enter into connections 
with each other in a number of ways, sometimes even 
within the same part; the sum of them brings about chro- 
matic progression between the three parts. 


Laszlo Vidovszky was born in 1944 and studied at the 
Budapest Academy of Music with Ferenc Farkas. In 1970, he 
attended the composition classes of Olivier Messiaen in 
Paris, and courses organized by the Group de Recherche 
Musicale. One of the founding members of the Budapest 
New Music Studio, he is active as a performer and com- 
poser, and for some years was the head of the music faculty 
at the University of Pécs in southern Hungary. 


Schroeder's Death, an extended work for one pianist and 
three assistants, was composed in 1975. The title is a refence 
to the character in Charles Schulz’s cartoon strip, Peanuts: 
schroeder, who never stops practising. In the course of the 
piece, the assistants gradually transform the sound of the 
instrument. 


Csaba Kiraly was born in 1965, and studied piano at the 
Béla Bartok Music School and the Liszt Academy, and holds 
diplomas both in piano and organ playing. He has been the 
recipient of several prizes in competitions, among the 
awards at the Emo Dohnanyi competition and the Budapest 
International Franz Liszt competition. He has given numer- 
ous recitals in Europe, and is also a composer and a skilled 
improviser. 


New Music Concerts and Hungary Reborn gratefully acknowl- 
edge the contributions of Lufthansa and Thebes Gallery toward 
this concert. 
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